First World War, the Venezuelan avant-garde was, in itself, a response to modernist aesthetics that permeated literary and artistic circles throughout the Americas. 2 The emergence of these aesthetic vanguard movements in Latin America corresponded to certain socio-political developments occurring within the region. However, they did not arrive ahead of the times, as the meaning of the term "vanguard" would imply, but rather behind them. During his stay in France and England, Venezuelan writer José Gil Fortoul (1861-1943) pondered the time shift between European Modernism and the avant-garde in the Americas and asked himself: "Is the recent [Modernist 3 ] cycle coming to an end over there [on the American Continent]? It will probably fold later than here [in Europe] as trends tend to travel at a sluggish pace". 4 Fortoul's question underscores the cumbersome nature of transatlantic travel that delayed cultural commodities (news, goods and ideas) between Europe and the Americas, and included everything from fashionable Parisian frocks to polemical Futurist manifestos. However, the concept of a "sluggish", one-sided, cultural exchange (always beginning in Europe and travelling to the Americas) ignores the various Latin American identities of Futurism and their infl uences on North American and European artistic and literary trends; several Latin American vanguard movements used criollo and indigenous ideas to conceptualize a Latin American avant-garde. Thus, these movements shunned the colonial models that hinged upon the ideas, policies and fashions coming from the European Continent. 5 There were a variety of responses to Futurism in Latin America, both in its initial stages when the fi rst translations of Marinetti's Foundation and Manifesto of Futurism appeared in El cojo ilustrado in Venezuela (15 May 1909) and the literary magazine Revista de la Universidad in Tegucigalpa, Honduras (15 November 1909) , and in the 1920s, when Uslar Pietri and 2 Osorio: El futurismo y la vanguardia en América Latina, p. 41. 3 Modernismo refers to the Latin American poetic movement that began in the late ninteenth century. It embraced Parnassianism, Aestheticism and Symbolism and contained many references to mythology, free poetic form and eroticism. It is not to be mistaken for European Modernism, although as a pan-Hispanic movement it also had repercussions in Spain. It was a heterogeneous cultural force, consciously American but also with many links to French literature. 4 Quoted in Osorio: El futurismo y la vanguardia en América Latina, p. 33. The original source is El universal (Caracas) 4424 (11 September 1921) . The terms in brackets are Osorio's explications, italics signal my emphasis. The translations throughout the paper are mine unless otherwise noted. 5 "Criollos" are defi ned here as the white descendants of the Spanish colonialists who were at the top of the social, economic and racial hierarchies in the Spanish colonies (although one step down from those born on the European continent), and later, the independent Latin American nations. Annateresa Fabris was more fatalistic than Fauchereau when she explained the situation in Brazil: "The fi rst articles on Futurism were written by critics who did not support the new trend, and soon the adjective Futurist became a synonym for 'pathological', 'crazy', 'bizarre', 'strange'." 7 In Hispanic America, the Nicaraguan poet Ruben Darío initially applauded Marinetti's poetry, but would ultimately disqualify the Futurist manifesto as being inútil (useless) and stated: "I don't believe that his manifesto will do more than encourage a good number of imitators to do 'Futurism' outand-out, many surely without having either the talent or the rhetoric of the initiator." 8 This concern over pure and poor imitation on the part of Latin American artists with regard to European avant-garde movements was (and is still being) voiced as a matter of concern. Darío and other contemporaries respected Marinetti as a capable writer and artist, but they Stars (1902) , which he deemed to be "full of obscurities" (lleno de obscuridades). He also made some scathing remarks on Marinetti's magazine Poesia and the performance of Marinetti's play Le Roi Bombance (published in 1905 Bombance (published in , performed in 1909 , which he considered to be "deplorable" and "a great error of a true artist who could produce something much better". 16 In the issue of 15 October 1909, the editors of El cojo ilustrado called Marinetti's magazine Poesia a "beautiful literary journal" (hermoso cuaderno periódico), stating that it is "truly magnifi cent" (verdaderamente magnífi ca) and "an intense effort of pure art" (un intenso esfuerzo de arte puro). Their sole point of criticism related to the lack of Spanish and Latin American authors represented in the journal. El cojo ilustrado, which introduced Venezuela to many international and national authors, reprimanded Marinetti's editorial policies because they did not have a suffi ciently global scope and did not show enough fraternal sympathies with the literatures and poetic traditions of the Americas:
13 An energúmeno is a madman, a fanatic, a person possessed by the devil. 14 "1. It is time that our literature, which despite its initial stage of development is already so rich, be published and known throughout other romance-speaking communities which, despite superfi cial and romantic ethnic sympathies, only think of our problems so that they can show their dismay and hypocritical astonishment and to say nonsense about our region. 17
El cojo ilustrado was perfectly entitled to say this, as this Venezuelan magazine did indeed possess a decidedly cosmopolitan attitude and translated works coming from Japan and Turkey as well as texts from more widely read (French, Spanish, German, Russian and Latin American) Many readers will remember Mr. Marinetti and his Futurist school that aroused the public's curiosity for some time. This was to be expected, as Mr. Marinetti and his disciples and colleagues would proclaim a score of atrocities, or at least that which we are wont to consider as atrocities, as part of their aesthetic credo. They glorifi ed war, militarism, patriotism, anarchism, assassination and scorn for women. 18 Arturo Uslar Pietri and Mariano Picón Salas It was this focus on violence and misogyny that was to be replicated by authors such as Arturo Uslar Pietri (1906 Pietri ( -2001 and Mariano Picón Salas (1901 Salas ( -1965 , who embraced the innovatory force of the Futurist rhetoric and aesthetic and thus laid the foundation for a Venezuelan avant-garde. Picón Salas, at the age of sixteen, linked the necessity of war and literary renewal in a lecture given on 28 October 1917 at the Universidad de Los Andes in Merida, in which he stated: "War is necessary. It is necessary because when the effeminate young man from the city shoulders his bayonet and smells the smoke of the canons, he forgets the make-up that reddens his cheeks and gives his eyes a violet hue". 19 Picón Salas obviously had the Futurists in mind when he spoke of the "New Art" that "praises the smoke-emitting factory, the aeroplane that cuts through the air and the submarine that searches the depth of the waters for the siren's nest." 20 As such, Picón Salas employed the Futurist rhetoric of macchinolatria (the veneration of the machine) and applauded the new technologies as an inspiration for the New Art that will displace the snobbism and exoticism of authors such as Claude Farrère and Octave Mirbeau. 21 However, Picón Salas had to wait ten years before he could fi nd in Uslar Pietri a counterpart ("un ejemplo equivalente" 22 ). Uslar Pietri, like Picón Salas, would at times imitate the early Marinetti's love of war and scorn for women, promote aesthetic innovation and rebel against the past while embracing the new.
Gloria Videla de Rivero, the Argentinean scholar of the Latin American avant-garde, suggests in her Direcciones del vanguardismo hispanoamericano that the avant-garde had two tendencies: one was to rebel against tradition, the other to look towards the future:
The avant-garde has two faces, one that looks towards its immediate past -and through it to a tradition to break with it -in a rebellious attitude that is often aggressive, annoying, iconoclastic and destructive. It is no longer "normativity" that is the worst enemy -as it was for the Romantics -but rather certain ideals of the literary tradition: mimesis, symbolism, modernismo in the case of Latin America (aristocraticism, musicality, free form, lyricism, exoticism and -in general -themes and forms with poetic prestige). The other face of the avant-garde looks towards the future. It has been observed that the term "avant-garde" has a dynamic connotation. The vanguardists want to develop the future, inaugurate a new era, change rhythms, contribute to progress (formal investigations, experimentation, incorporation of new themes and anti-conventional fl avours). 23 The Venezuelan avant-garde worked in the same vein. Several writers and artists broke away from the aesthetics of exoticism, musicality and poetic 19 "La guerra es necesaria. Es necesaria, porque con la bayoneta al hombro y bajo el humo de los cañones, olvida el afeminado mozuelo de la ciudad los afeites con que ponía rosas en su cara y violetas en sus ojeras." Picón Salas: "Las nuevas corrientes del arte", p. 57. 20 "Cantan la fabrica que humea, el aeroplano que viola el aire y el submarino que va a buscar en el fondo de la onda el nido de las sirenas. ¡Ese será el arte nuevo!" Picón Salas: "Las nuevas corrientes del arte", p. 58. 21 Claude Farrère, pseudonym of Frédéric-Charles Bargone (1876 Bargone ( -1957 , was a French author who served in the French colonies and wrote a number of successful novels set in exotic locations, such as Istanbul, Saigon, and Nagasaki. Octave Mirbeau (1848-1917) was a highly successful journalist and writer of the French Belle Epoque, best known for his (politically and morally) scandalizing novels. As far as válvula was concerned, Uslar Pietri's main preoccupation centred on form rather than content. The magazine's focus on artistic renewal carried with it certain "growing pains": the artistic collective turned their back on the old and embraced the new, but the members of válvula as well as those of other avant-garde groups in Argentina and Chile wondered how they should respond to European literary and artistic innovation. When, eventually, they broke away from the cultural tutelage of Spain and France, they did so as members of new nations that were still in the process of developing a national identity and a consciousness of their 'Latin Americanness'. Thus, for them, the release from colonial fetters carried with it a desire to also break away from European forms of modernism. Videla de Rivero therefore concluded that the new trend was exclusively American:
24 Parra used her position of privilege, even as a woman in a fi eld dominated by men, and her identity as a Venezuelan from criollo stock living abroad, to promulgate modernismo aesthetics in her novels published in Paris (e.g., Ifi genia, 1924 The Foundation and Manifesto of Futurism ("We wish to glorify war -the sole cleanser of the world -militarism, patriotism, the destructive act of the libertarian, beautiful ideas worth dying for, and scorn for women" 31 ). While Don Quixote pines for his idealized Dulcinea, Uslar Pietri saw in women nothing but an anthropomorphic force that "throughout long centuries reeking of cemetery fl owers" has chained men to a fatal course. In the present age, a woman is only a "complementary organ; if her physiological function ceases, she has no other function." 32 Hence, in the Indice essay, Uslar Pietri adopted Marinetti's early misogynist rhetoric and praised man's s struggle against "la belleza-mujer" (beauty-woman). However, the Futurist concepts of audacity, courage and dynamism became key features of Uslar Pietri's propagation of Futurist aesthetics in the magazine titled válvula. 30 The four numbers of Indice can be found in the National Library in Venezuela. "El futurismo" appeared in Indice 1:1 (19 February 1927) and has been reprinted in Osorio: Manifi estos, proclamas y polemicas de la vanguardia literaria hispanoamericana, pp. 238-240. 31 Marinetti: Critical Writings, p. 14. 32 "La mujer es un órgano complementario, cesada su función fi siológica no tiene otro interés; hay que librar el arte del 'gran claro de luna romántico que baña la fachada del burdel'." Uslar Pietri: "El futurismo", p. 239.
The review válvula (1928)
Válvula was published in January 1928, shortly before the Carnival week of 6-12 February 1928, when Students from the Universidad Central de Venezuela had organized a march to the National Pantheon to honour the founding fathers of the Nation and to crown the Student Queen. However, a poem read by student and poet Pío Tamayo at the Carnival Queen's coronation, as well as other speeches, were judged by the police to be subversive. 33 The government stopped all planned activities and thus caused massive student protests throughout the country -the fi rst ever to take place in Venezuela. Over 200 students were detained; some were exiled and many were sent to forced-labour camps. In this situation of proliferating unrest, válvula was an appropriate title for a magazine edited by the Generación del 28. The magazine served as an artistic 'safety valve' that sought to control an explosive situation, characterized by an overwhelming desire for both social and artistic reform. As such, the Venezuelan avant-garde developed in the midst of social unrest and massive demographic change and became a means for both aesthetic renewal and social reform. As Juan Carlos Santaella wrote: "As was to be expected, this literary rebellion -if it can be called that -emerged in a situation of political insurgency. This was the fi rst time since Juan Vicente Gómez came to power that an iconoclastic movement would react against his terrible dictatorship." 34 In an editorial note published in the national newspaper, El universal, that announced the publication of válvula, the anonymous reviewer expressed a sincere admiration for the journal, yet its authors were labelled "enthusiastic youth", "youngsters" similar to other "juvenile groups", and the magazine as a whole was characterized as a "juvenile publication" and a "work of youth". Beside these references to the "youthfulness" of both editors and publication, attention was paid to their "noble" pursuit of "la belleza nueva", "lo bello" in "el arte nuevo" (the new beauty and beautifulness in the new art). The reviewer praised the magazine for offering a voice to Venezuela's artistic and literary vanguard, seen to be an integral part of a larger international avant-garde movement. In this sense, the authors of válvula fought not only against existing aesthetic forms, but also for social justice -and this at a time of turbulent student protests:
33 See also Raul Agudo Freites's Pío Tamayo y la vanguardia. 34 "Como era de esperarse, esta rebelión literaria -si se la puede llamar así -desembocará en la insurgencia política. Será esta la primera vez, desde su llegada al poder político, que un movimiento iconoclasta reaccionará contra la dictadura del terrible Juan Vicente Gómez." Santaella: Manifi estos literarios venezolanos, p. 33.
The young members of válvula aspire towards form, alongside those courageous groups of young people in all of the civilized world's large cities who fi ght for the creation of an art form that responds to a modern sensibility of life. 35 Recently, Yolanda Segnini framed the vanguardism of the Generación del 18 as a phenomenon that broke with previous literary currents, especially modernismo: "With the release of the single issue of válvula, the avant-garde received its defi nite and irreversible consecration as a literary movement." 36 She concludes that, despite the caudillismo of Juan Vicente Gómez, the history of periodicals in Venezuela during the age of Gomecismo reveals that Venezuela was not culturally isolated. Foreign writers and essayists regularly published in Venezuelan media and there was also a permanent exchange of journals and magazines. 37 Moreover, if we examine válvula as an artistic expression of a Pan-American avant-garde, three key aspects emerge: 1) the movement was primarily fuelled by enthusiastic young authors and artists (muchachos); 2) the movement's members preoccupied themselves with reinventing aesthetic form; 3) the movement, while existing in its own specifi c tradition, aligned itself loosely with other similar-minded groups across Europe and Latin America. This confl ation of youthfulness, renovation and internationalism was characteristic of a variety of vanguard groups in Latin America and made them part of an international avant-garde alliance. In fact, the article written by Uslar Pietri for válvula, "Somos" (We Are), served as a manifesto that merged aesthetic renewal with social reform. Not only did the group aim to reinvent itself aesthetically through a break with outdated artistic schools, but it also expressed the need for a rupture with established social forms. Uslar Pietri and his friends rejected subtle nuances and semitones and instead preached the urgency of the scream and the effi ciency of silence. In their view, art within a Latin American context needed to work 35 "Para cuantos solo aspiran a deleitarse en lo bello, a buscar las vivas manifestaciones del espiritu, la aparición de la simpática publicación juvenil no podra ser sino motivo de noble satisfacción. La parvada intelectual de Venezuela aspira a tener su vocero, su papel propio, en el cual ofrecemos sus producciones. Será por tanto, 'válvula' obra de juventud, a la que no se puede exigir obra perfecta, cuando la misma perfección sería, en caso tal, signo inequivoco de limitación espiritual. Los muchachos de 'válvula' aspiran a formar al lado de esos valioso grupos juveniles que en todas las grandes ciudades del mundo civilizado luchan por la creación de un arte que respondía a la sensibilidad de la vida moderna. En nuestra sociedad hay una inexingible devoción por lo bello y, en especial, por la belleza que busca el arte nuevo, y [illegible] puez, es seguro que la sana intelectualidad acogera 'válvula' con el entusiasmo y la estimación que se merece. Saludamos cordialmente a la juvenil publicación y le deseamos un éxito que corresponda al teniente esfuerzo realizado para que 'válvula' saliera a la luz." "La revista 'válvula'." El universal, 5 January 1928. 36 Segnini: "Vida intelectual y gomecismo." Juan Vicente Gómez y su época, p. 219. 37 Ibid., p. 227 with stark contrasts. Uslar Pietri promoted the discovery of a continent known primarily for its raw and unspoiled nature and turned this into a metaphor for the act of self-discovery. With audacity and faith, the válvula group rejected the cosmopolitanism and Parnassian character of modernismo and instead proclaimed the need to reinvent Venezuelan art with an eye towards internationalism, but also with a critical look at the very society they themselves were part of. Uslar Pietri emulated the genre of the literary manifesto (which was to become an important aspect of Venezuelan cultural history) as well as the dynamism of Futurism to call for a long overdue social and artistic renewal. 38 The manifesto reads:
We are a handful of young men with faith and hope, but without charity. We consider ourselves called to fulfi l a great duty, suggested and laid down by ourselves: that of restoring and creating. Time will tell the validity of our work. We will work regardless of whether we will be understood or not! We know well that our efforts will be coupled with pain and for this we offer our young fl esh. We do not want to be classifi ed according to schools or literary labels, nor will we permit this. We are of our time, and the world's heartbeat will be our guide. On the other hand, we have come to restore the true concept of a new art, already extremely abused by hypocrites and disfi gured by untalented imitators, when not discredited by mannerisms that easily allow deserters and incompetent men to cut a fi ne fi gure. The new art does not admit defi nitions because its liberty rebukes them, because it is never stationary in order to gain profi le. The only idea capable of covering all "newisms" (literary, pictorial or musical), the only one, we repeat, is that of provoking new thoughts. The new art's ultimate purpose is to suggest, to say all with the least possible amount of words (hence the need for metaphor and the double or multiple image) or to say it in a highly condensed manner, so that the aesthetic ensemble might fl ourish (with all attached possibilities) in the soul to whom it is directed rather than in the raw and limited instruments of expression. We aspire to an image that will exceed or condense all that a treatise may say to an intellectual. To a canvas on which four brushstrokes capture more transcendence than all of the drawing manuals of the pompous schools of the past, to a music in which one musical note encompasses the whole state of a soul. In short, we aspire to give the masses their own rôle as collaborators of a work of art, so that the artwork may realize itself in the soul with a totality denied by the instruments. Our global purpose has already been stated: To suggest. We know that rancid tradition wants to lock us out, and for this purpose it is already wielding one of its vicious maxims: Nihil novum sub sole. Like all respectable fi ghters, we like to concede the advantaged position to the enemy; we accept a priori that there is nothing new, in the academic sense of the word, but in return -and whoever dares to deny it? -there are a lot of virgin things under the sun that have never been contemplated: The possibility of discovery is still out there! We detest all half-tones, all discretions; we only believe in the effi ciency of silence or of a scream. válvula is the spout of a machine through which the explosive gas of the art of the future will escape. To begin with: we believe -that is already a force; we wait -that is a virtue, and we are ready to torture the seeds, to exhaust time itself, because the harvest is ours and we have the right to call for it when we want. We are a fi stful of men, young and with faith, with hope, and without charity. 39 
Conclusion
The Venezuelan journal válvula was a project that expressed the desire of a small group of innovative and rebellious writers to promote a "new art" which expressed the spirit of the age, and in particular the creative potential of the Latin American people. In order to achieve this aim, they borrowed from devices and strategies developed by Futurist and other vanguard movements. These appropriations of the European avant-garde were not in the least imitative or plagiaristic. Uslar Pietri and his válvula group were innovative and original writers interacting with many like-minded artists around the globe. They possessed an internationalist outlook, yet at the same time they acted within the socio-historical context of 1920s Venezuela, developing a form of Futurism that was designed to break the chains of caudillismo and to promote social reforms in urban centres. It is in this vein that Uslar Pietri developed his literary craft that operated with the power of suggestion, the poetic effi ciency of metaphors, as well as with a confl ation of the powers of word and image, all used towards the ultimate aim of mobilizing the masses into becoming an agent of artistic and social renewal. Uslar Pietri and the members of the válvula group employed a heterogeneous mixture of criollismo 40 and Futurist-oriented aesthetics. Some of their contributions took the form of the manifesto, short stories such as "Agua Sorda" (Deaf Water) by Carlos Eduardo Frías, "En el principio" 39 The translation again is mine. The original Spanish text can be found in Osorio's Manifi estos, proclamas y polemicas de la vanguardia literaria hispanoamericana, pp. 278-279 and Santaella's Manifi estos literarios venezolanos, pp. 33-37. 40 Criollismo was a literary movement in Latin America between the late nineteenth and early twentieth centuries that had a preoccupation with scenes and types native to the Americas. It reacted against the infl ux of "exotic" ideas from Europe, especially Modernism, Futurism, the glorifi cation of speed and machines, etc.
(In the Beginning) by Uslar Pietri and "Vástago" (Descendant) by José Salazar Dóminguez. 41 Poems such as "30 y uno" (30 and One) by José Nucete-Sardi took the theme of the New Year's Eve to evoke the birth of the Future. Rafael Rivero employed Cubo-Futurist aesthetics in his cover design for válvula, using lower-case letters arranged diagonally across the page against a background of geometric shapes, as well as in his painting, La coupletista (The Cabaret Singer, c.1927 ) published in the magazine.
In conclusion, Uslar Pietri's turn to Futurism was a necessary step to further the process of artistic and social renewal that had already begun in Venezuela with groups such as the Generación del 18. Uslar Pietri's preoccupation with the particular American and Hispanic nature of artistic renewal made him identify with fi gures such as Don Quixote and, most importantly, would drive his later project of mestizaje (miscegenation) in texts such as La creación del Nuevo Mundo (The Creation of the New World, 1990), which saw the originality and the inventiveness of Latin America as a pre-conditions for the creation and continuation of a particular New-World culture:
We are still searching for Amazons and Earthly paradises, accepting facts so that through them we may do what a distinguished Venezuelan said, whose work I recommend because he is still a highly rated master, namely Simón Rodríguez, who said: "Latin America is original, and that is why it should not be copied". And he added the phrase that I shall leave you with: "Either we are inventive, or we shall fail. 42 Bibliography
